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PROGRESSIVE LESSONS IN THE RUDIMENTS OF 
MUSIC AND SOLFEGGI: 


BY 


j ’ 
A. |\PANSERON 
@ \ 9 
PROFESSOR OF SINGING IN THE CONSERVATOIRE OF PARIB. 


TRANSLATED BY FR FRY. 


st LOS he he 
WITH ADDITIONS, BY | 
F. DORIGO, 


VOR THE USE OF HIS CLASSB® 


BOSTORL 
SLVR -DITSON  & Coy. 


Entered according to act of Congress, in the year 1846, by A. Fror, in the clerk’s 
office of the District Court of the Eastern District of Pennsylvania. 


EDITOR’S PREFACE. 


Tue Musical A B C, of which an English version is now first 
published, is one of a series of progressive text books, designed 
by Mr. Panseron to embrace the elements of music and the art . 
of singing. Proposing myself to instruct juvenile classes in 
Solfeggt and Vocalization, | have selected this work as the best 
extant for elementary rules and exercises. It is formally ap 
proved by the most eminent foreign composers and professors of 
the day, and is adopted in the Paris and other great conserva- 
toires of music in Europe. 

In preparing this edition, my own experience has suggested 
certain additions and explanations, which may illustrate the 
original lessons; and I offer it to the profession in the United 
States, convinced of its peculiar value as a book of primary 

istruction. It aims at the introduction of a system, adapted to 

the physical ability as well as the intelligence of children, and to 

the capacity of all who would study the rudiments of music with 

a view to vocal practice. ‘The want of such a system is apparent, 

since without it the practice of the singer ensures no certain 

advance in the knowledge of his art, and can rarely satisfy the 
nands of true taste. 

This publication will be followed by a second work, contain- 
ing rules and exercises in Vocalization collated from Panseron 
and other celebrated authors. In it the physiology of the voice 
will also be treated. The use of this volume will succeed the 
“A BC of Music.” 

Judging from the constant and flattering encouragement which, 
as a teacher of the Italian school of vocal music, I have enjoyed 
for fifteen years in this city, I trust that this enterprise will be 


fully rewarded. 
FELICE DORIGO. 


PHILADELPHIA, September 1, 1846. 3 
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DEFINITIONS OF MOVEMENTS. 


MoveEMENT is the degree of rapidity or slowness with which 


a piece of music is executed. 


SIGNS OF MOVEMENTS. 


Largo, slow and solemn. 

Lento, slow. 

Sostenuto, sustained. 

Larghetto, solemnly. 

Adagio, slowly with feeling. 
Maestoso, majestically. 

Affettuoso, tenderly. 

Cantabile, in the style of tasteful singing. 
Tempo di minuetto, minuet time 
Tempo di marcia, march time. 
Andante, or And., moving gracefully. 
Andantino, or And, less slowly. 


ADDITIONAL SIGNS OF 


Con espressione, with expression. 
Doloroso, mournfully. 

Comodo, quietly. 

Non troppo, not too much so. 
Quasi, as if—almost. 


TERMS OF EXPRESSION 


Piano, or P., soft—light. 
Pianissimo, PP., very soft. 
Three P., or PPP., soft as possible. 
Dolce, or Dol., sweet. 
Forte, or F., strong—loud. 
Fortissimo, F F., very loud. 
Three F., or FFF., loud as possible. 
Mezzo forte, or mF., of medium loudness. 
Sforzato, or sFz., suddenly strong. 
Rinforzando, or Rinf., repeated force. 
Crescendo, or Cres., increasing the loudness. 
Decrescendo, or Decresc., 2 diminishing the 
Diminuendo, or Dim., force. 
Smorzando, or Smorz., diminishing the tone 
Morendo, or Moren., dying away. [gradually. 
Legato, or Leg., bound—slurred. 
Staccato, or Stacc., detached. 
Portamento, or Port., sustaining the tone. 
Ritardendo, or Ritard., 2 retarding the 
Rallentando, or Rall., time. 
Ritenuto, or Rit., holding on. 

4 


Tempo giusto, exact time. 

Moderato, moderately. 

Grazioso, gracefully. 

Allegretto, or All‘, lively, but not too fast 
Allegro, or Allo, with spirit—fast. 
Con brio, with brilliancy. 
Scherzando, delicately and playfully 
Agitato, with agitation. 

Vivace, with animation. 

Presto, very fast. 

Prestissimo, extremely fast. 


MOVEMENTS. 


Brioso, lively—briskly. 
Mosso, animated. 

Con moto, with motion. 
Molto, much. 

Assai, more so. 


AND STYLE, 


Stringendo, or String., accelerating. 
Accelerando, or Accel., quickening the time. 
A tempo, or Tempo primo, in the original tim’ 
Espressivo, or Espress., expressive. 
LTeggiero, or Legg., light—delicate. 

Con anima, with soul—passion. 

Con spirito, with spirit. 

Con grazia, with grace. 

Con gusto, with taste. 

Con delicatezza, with delicacy. 

Con adegrezza, mirthfnlly. 

Con fuoco, with fire. 

Caldando, growing warm. 

Con calore, with ardour. 

Calando, lessening. 

Con forza, with force. 

Animato, spiritedly. 

Ben marcato, well marked. 

Ad libitum, 
A piacere, 
Poco a poco, little by little. 


at pleasure. 
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OF MUSIC. 


Tae five lines on which music is written are called a Stave. 


The form of the stave is this, 


RTT ateg sn ee oe eR ra NEE ek ee 
4 th line. 4th space. ~ 
3d line. eens ees 28 ct eR eg 2a Vin en gh Seine 
‘2d line. ae estes eae ot aay ties. | "eR eons itn Ceo ana. 
Lst line. Ee, NS yemiees abit A eed ena 


The sign placed at the beginning of the stave is called the 
Clef: It gives the name to the note placed on the same line. 


kis Best ek oe 
OF SoL.{Q————@-SoL 


Seven syllables are used to give names to the notes. 


NAMES OF THE NOTES. 


DO, RE, MI, FA, SOL, LA, SI. 


PROGRESSIVE EXERCISES ON THE NAMES OF THE NOTES. 


ee toa gate ea et ee ee 
SS a ese AD a Rese ss ees pee aN SS 
es eae eee 
sol. la- si do: de.... si la ___ sol 
A2 5 
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do re mi fa sol la si do do si la sol fa mi re do 


This series forms what is called the Gamut. 
Beat two in the bar. 


Take breath at every note.* 


No. 1. 
GAMUT 
IN 
SEMIBREVES. 


The notes have not all the same form. 


EXAMPLE. 
) ae - 2) CE BN ey PES Yes CT 
SSONTH 1 ee Pe ee eee 
ALES TE i Z 2 
Semibreve. Minim. Crotchet. Quaver. Semiquaver. Demisemi- Demidemi- 


quaver. semiquaver. 


These figures show the different values of the notes. 


* The apostrophes show where the breath must be taken. I would enjoin on the 
teacher to beat the time carefully with the pupil, giving the notes their exact value. 
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SUBDIVISIONS. 


EQUIVALENTS OF THE MINIM. 


The Minim equals 


bf eS 2a Seen eee 1 EST 2 Crotchets, 


ea gical “i SSIES al aa. Tremere 1 deseo Sees Ne or 4 Quavers, 


or 8 Semiquavers, 


=k sort 
a aaa rete te ae —t. O—--nécakinieeae 


er PUES Soa: 


¢ teeeee mecereer cP eeeerre scvore e- Demi:demisemiqtiifend 


@ 
o 
ac —m econo: - — ac 
Soe Gee Sonn = outs 


EQUIVALENTS OF THE CROTCHET. 
The Crotchet equals 


2 Quavers, » 


or 4 Semiquavers, 


(258 
Demisemiquavers, 


EQUIVALENTS OF THE QUAVER. EQUIVALENTS OF THE OF THE DEMISEMI« 


ane The Quaver equals SEMIQUAVER- QUAVER, 
P Semi 
te a Honsinanceene: Looe o— The Sp ict 


_ or4 S. aL The Demisemi- 
‘a4 Demisemiquavers, —2 Demisemiquavers, ae quaver equals 
e 
es 4 
tes p + de i Mf /\ A or 4 4 _2 Demi-demisemé 
oe 0 Sen ence mre Demi-demisemi- [7 
quayers. quavers. 


quavers. 


LUITS 
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Tes mre ls SO le si do 


No. 3. ay a Ca ee ee dees Se AY i 


== _— ee 


CROTCHETS. S/¢——-—_— ——, Papa Te. 2 tinea ER ins AO, RH. 8 


iG Gat ta deve) aah eo 
th D > Neat IT I eet 


sol fa; . thi re do 


GE aa RR oO ee AST SS 
LINES. Seger ao ee OT eagle b,j ee 


sol mi sol si-re.-fa re si sol mi <sol 


o- 
ieee ti es I eee ee 
—— ee 
We es ee 


Oo -——- Oo 
-&- 


do la, fa “resi sol m do*’*la do mi” sél 


AES OTT EES ee 
ee -——~—_ —_ — ee 


NOTES IN THE om) 
SPACES, RRS ey + I a AN eS 


fa la -do mi do Ia “fa 
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nm ees 
wanitica may atitbadies Sou py so etree nteiabions 
A I REID REPT IVE ES — TY PEE 
LL |) SC APCS TONAL PTO POOCT IRS INET 
ae Tce) We ae i ek TT jee 
~~ © re fa la do mi sol si solmido la fa re @-— 
sol si si sol 
’ 
RECAPITULATION. 


e ° . . -&- - 
si la sol fa mi re do si la sol fa mi re SC -3-= 
do si la sol 


As soon as the pupil can name the notes, accustom him to 
repeat these exercises. 


: shasta 2 

i -S- 0o-° o oS — 
do re do re do do re mi re do re mire do 

weeee eae & Pg —-G-— a 

oO -&>- oO oO -S- 

do re mi fa mi re do do re mi fa sol fami re do 
ESRD SAS BR 

ar 


do re mi fa sol la sol fa mi re do 


do re mi fa sol la si la sol fa mi re do 


THE A B C OF MUSIC. Il 


a a 


do re mi fa sol la si do si la sol fa mi re do 


Let these short exercises be enunciated at first slowly and 
distinctly, then gradually increased to the greatest rapidity. 


The names of the notes being fixed, the series Do, RE, MI, FA, 
SOL, LA, SI, is always continued. ‘This series of seven sounds is 
completed by the addition of the first. This additional note at 
the seventh interval makes eight notes or an octave. 


Octave. Octave. Octave. Octave. Octave. 
ee es i cn oe 
— —— C—O OO Oe OO OO Oe 
a2 WA SEECTINRATA DR BEE 
a peti © een in Cot ——ss ee i ed 
ane —- —-G&@ 


It is very useful to make the pupil repeat by heart, and rapidly, 
the names of the notes of all these octaves. 


ASCENDING. DESCENDING. 
DO RE MI FA SOL LA SI DO. DO SI LA SOL FA MI RE DO 
RE MI FA SOL LA SI DO RE RE DO SI LA SOL FA MI RE 
Mi FA SOL LA SI DO RE MI MI RE DO SI LA SOL FA MI 
FA SOL LA SI DO RE MI FA FA MI RE DO SI LA SOL FA 
SOLLA SI DO RE MI FA SOL SOL FA MI RE DO SI LA SOL 
LA SI DO RE MI FASOL LA LA SOL FA MI RE DO SI LA 
St DO RE MI FA SOL LA SI SI LA SOL FA MI RE DO SI 
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EXERCISES IN READING. 


oe er ; : a) 
fa re fa la do mi sol mi do la fa re fa la sol rte. 


(ap RES Shekato aR 0. SRE RE ee ee eS at eS a -—-— 
Se as re eae 


mi re-do” “si lav =sol. fa a CaP 


a 


C—O 


TR NE «RS Lo AEE SRE S| TR Rm 


eo ee She cs ee Ca ae 


a As tee eo or ee , 
23 See ie) Se: Se ake ee 
a US a AER ——— 


re fa la do mi sol si sol mi do la fa re 


—_————— $$ $$ 22 —— 
—_—_ 2a 
-6—-—- 6 —_- - 6-6 —_a—__ a —_- a —_-_ a 


-o- space 
sol si sol mi sol resol do sol fa sol Te “sol mi sol 


——_—— 


SANT: BAT ee, 
la mi la ie la sol la do la fa la mila re lasolla 
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sol si sol re soldo sol fa sol dosolre sol si sol re soi 


ae Not too fast. 
aor ere oes ae =P SEES: et 
SECONDS. eae Bete tot, Ole BBS * 
>. be 3 a- 


do re do re mi re mi fa mi fa sol fa 


=FlE Erie oie erie 


Sis ON il ai LP _—_—_—- -—_*_ 


sol la sol fasol fa mi fa mi remi re dore do - 
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No. 5. 
EXERCISES ae fle kee sealed —--- 9 
IN a hed oS mE —z- o- ae 1 i. 2 eee 
SECONDS. ee ales mete: i: 
rs a re do Ho do si a la sol la_ sol 


= SSS SS 


faossOl fa... mi ta “mi -7é ‘mi re xt re 


No. 6. «RIT SE aged Rego 5 ba Mere rs: Neos =o 
EXERCISES = SS Es ferences A 
ee: 
IN aTEGaY Ts ee == ate | ee 
THIRDS. pak oe Rie zr ae eR OME LS 1” or oe 
ey -€3- 
do mi do re mi vj 
As pins SG Ny fe sy oe ae 
aT a ERS BE ea BS et 
== atae <= 
See oe ee te 
mi re re do mi do 
No. 7. = a eee a ae 
taal FPS ae = Oo _ — 
oa Ee o=aee 
‘a RR Fe idl ee 
ie do 
iS oS I I, PS Sees eee A.» 


ee — 
OE PE: Prey ae A = a ; 
a 5. eee 


| Se AAC OT a: SPRRN TRI SE See ROMANS. ERE Ee Sais ~~.-% i 
SS ae 


mi__sol mi re ni mi a | 
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Do these exercises slowly, and take breath at each bar. 


No. 8. saa CL, ; 
EXERCISES 2 ee ean ae =i Brees | sae Sabi, 4p I) 

= eee ess a 
FOURTHS. ee a _le—__ta— er 


Houretia aren sol om? «le fa Si 


é- i ee Da eiaee 2 ON i ACARI GNAT 
oe aoe a ESP AM 9 2 ie it 24D BA OR ck 
RM at eR kh OLE ee ek Sie aE Be - 
sol do la re sol do fa SI 
a eainedndti - Pr REGAIN 6 UA Uae a RRC EAH 
See ee ee ee Arr pee 
i2/)o ie <1 Se ae ee arieonas dBeee se ERR Sie 

ro) i = 
mi” - la re sol do mi sort a0 do 
No. 9. pe avast paar 
EXERCISES ——_—_— —_. eet hag pa 
m @2Ha ee ee eres =f 
FIFTHS. | S eeeare Be a TOTES, REN Or OT ENTER REESE FAITE TR 


do sol re la «mi si fa do sol: re~ @o 


636 32 2 Se SE See 


mi la re sol do fa -si mi..la. re solani edo 


Wo. 10. ia 3 be Prenat, 25 
EXERCISES = - Reet pa eee 
IN = GE SARAONE. uel Prbcam ommend cobra === 2 


SIXTHS. BATS ——— —p~j—_—[-- 1 — PS NE 
do la re Si mi do 
iy Lee, BE rots PDIee lA ts alll, SA 

es 2 a ee A Od Pe Seek eR ete 1s ed PSE oe SS. pumas 
—|——F— oS San pron Laan eel oe = 
> - NG 770 Sal MTR Be a ae el aire: 26 soe 

oO wae foes : 

fa re mi do re Si do do do 


“ Be sure of the proper intonation of the augmented fourth, which is very difficult. 
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No. 11. Caeel Bie ha ee BL Ree ee 
EXERCISES ——_ a ad c) Eg TES. 

IN = 2 efne sx SF = 
SEVENTHS. Pay oT | a1 re) Lt 


No. 12. rie eae et Faas “oe. ew ees ee 1, 
EXERCISES as he a a ae ee EA a ats Rate ge 
' oe 
= eee = 
OCTAVES. ae ea mane aerate < Pe, 
do do re re mi mi 
ts Mi RAMMED) tSe Sk Er dee. i 
an en CRORE SY ROT EA ITs: © 
Sa! SSO SF Bea eee ME I DRE ee 
PLT TS SP RNY a EY EST | RRR Ae | = 
oO aS Wore RE yearned -O- 
re re do do Si sv “dod do do 
No. 13 (a a 
RECAPITU- =9-5 =| SE -——-—-] ———]|—- 
LATION. PaaS Gere GR IPS Yas MET TREE S|] OEY | GES bb FFE BEEK 9) 
-C- Oo o- -C- 
do do re do mi do ..,.fa 
Pees Tee PE = ——*-= te Bee ——*- 
eee ty fee NS =" a SR 
=e 
i ee \ hn nd 2 am ean it 
sol do la do si do do do 
ESCA Bie ebeL ee BS Sa 
eel be ay Maa IN a 
— Peo 


do Sl do la do sol do Ae 


Tia Sree Le BRE Cigt) MN) Ra Se _.. ee 
—;z oH INO A= Lem Ba he 


mi do re si do do do 
You cannot be too particular in giving the precise measure of 


the notes. I do not mean that they should be made long, but 
their length be exactly defined. 


THE A B C OF MUSIC. 17 


t 


OF RESTS. 


Rests serve to indicate pauses between the notes, and are of 
several lengths like the several sorts of notes. 


The Rests are Petter: 


Semibreve Minim Crotchet Quaver Semiquaver Demisemi- Demi-demisemi- 
Rest. Rest. Rest. est. Rest. quaver Rest. quaver Rest. 
at LO PY ett a 
ie Sw a ee 
i, Pome et SUT ROS Se 


COMPARISON OF THE VALUES OF THE RESTS, 


2 hon Semi- Demi- Demi-demi- 
Semibreve. Minim. Crotchet. Quaver. quaver. semiquaver, semiquaver. 
BET as re —g— 
Riv RAM ERE AEN GARTEN 
ee rea 
Crotchet Quaver Semiqua- |. Demisemi- | Demi-demi- 
Rest. Rest. ver Rest. | quaver Rest.| semiquaver 
Rest. 


The relative lengths of restsare the same as of notes. 


=a———-———-__ The Semibreve Rest equals 
ae Se 2 Minim Rests, 
aN / NOS or 4 Crotchet Rests, 


ie or 8 Quaver Rests, 


“ “ 
or 16 bs. Semiquaver Rests, or 32 ~ Demisemiquaver Rests, or 64 ~ Demi-demisemiquaver Rests. 

“| ~ 

tas 
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LESSON FIRST, WITH THE NAMES OF THE NOTES. 
Moderately slow. | 


No. Re Se: 
‘LESSONS ae ee aes” Soe as "2 BEE = 
IN i ise = = cae rae eee 
ar 


MINIMS. 


fe re mi sol fa re ac do <i do la 


pera sie 


si la sol la sol fa sol mi sol re do re mi sol 


SSS Ss 


Laas sii _ 
fa re mi do do si do mi sol ‘a io do do 


Pupils who beat time negligently run the risk of never be- 
coming perfect in it: they are either too fast or too slow. Care 
in the beginning will give the habit of keeping the exact rhythm. 


Moderately slow. 3 ee 


Seas 


do Bi’ ‘do sol Ja fa sol mi fa sol 


eee aes eas 


fa re do solla si sol do la si redo si do si la 


Bina ii 


sol do-si dosol la fa sol domi soldo mire 


s 


. 
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DIAGRAM OF AN OCTAVE OF THE PIANO IN THE KEY OF DO. 
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Namesof Generic names 


a =.= eS Sera 
Se | =7= =i= ==) S55 
=s= 2. =b= Sie, oe a Se 
=F=> [Se= eet Al Bh gia 
== =e= abe geet) Ser ieee os 
ib: 
® S 7 ° 
zz do re mi fa sol la Si do 
eo q 
Zs /\ /\ /\ /\ \ 
su 8 e ° ° e » e e 
2 Be e e e e e e e 
A: ee) Aree © ° e ° e 
© 5 ~ ) ay © only ° e e e SAREE Hoe 
SL as aes I oo eee 
aI EA I a rae -) re Oe cae 
ae ©. J es tes’ 1 Jaa We ts wo . F -a ~@ e 
aE Sl Sc lcnad Ste Lei ae ee 
id Tone. e Tone. e Semitone. e Tone. e Tone e Tone e Semitone. e 
A > e e e——___—_o ° ° e & 
e °e * e & » e & 
Soak) e e ® ° e * e 
= e e es e J e & e 
& e e oe e J e oS e 
5 Tonic. Super-tonic Mediant. Sub-dominant, Dominant. Super-Dominant Sensible. Octave. 
a ® or Second. e ° ° or Sixth. e e 
3 7 e e e ° e e © 
® a e e 2 oe e e 
¢ e e e e e . e e 
e e e + @ e ° e 
aC. AR AE MRT TY IS 
Ge e © e ° ere 
or Oo 
eee 
Aaa co -s- -5- -2- -S- -O- -O- 
e e se e & e * A 
J e be s e e e e 
Unison. Second Third. | Fourth. Fifth. Sixth. Seventh. Octave. 


OF THE SEMITONES. 


There are two kinds of semitones: the semitone diatonic and 
the semitone chromatic. The semitone diatonic is that which 
‘changes the name of the note. 


Examp _es. 


The semitone chromatic is that which does not change the 
name of the note. 


20 THE A B C OF MUSIC. 


The ninth part of a tone is called a comma. 
The diatonic semitone consists of four 
commas. com ~ 
e/ 


The chromatic semitone consists of oe 
five commas. Examrre. {vaca 


The tone consists of nine commas. ev 
Thus two diatonic semitones are less than the tone, but the 
interval of a tone comprises a chromatic semitone and a diatonic 


EXAMPLE. 


semitone, Examrze. ———-} and two chromatic semi- 


Co Diat. Chrom. 
—— 


tones are greater than a tone, since they each comprise five 


commas. 

The article on the semitones and intervals not being divisible, and preceding that 
upon the major and minor gamut,I suggest to the professor to explain them first 
briefly, taking care to recur frequently to them during subsequent lessons, 

If these principles are found too difficult for the apprehension of young students, 
let them be passed over at first, and taken up at a later period. 


TABLE OF INTERVALS WITH THEIR INVERSIONS, 


Unison. 


5 tones and 2 semitones.” 


Second major. Second augmented. __ 


es 


—E 


1 semitone. “oO 
1 tone and 1 semitone chrom. 
Seventh major. _____Seventh diminished. 
* SO Ticalaedd a. ae 


§ tones and 1 semitone, 4 tones and 2 semitones. 3 tones and 3 semitones. 


la Third diminished. Third minor. Third major. 
' Pit Da LOSE I LOR i poe 
SIT AO Pee iy re ou wre 
aw Re Sie et SS 7... 1A ee 
(4 A oR LGR BSS) 1 ENGEL WERE . 
+#0- 2 semitones. ~@-1 tone and 1 semitone. oOo 2 tones. 
: Sixth augmented. Sixth major. Sixth minor. 
ie Peg Bir ie ~ 1 eee > ee 
_K = 8 CAE TT REI Kew & 0 = 
w/v a 
ANY, ava eva wee 
4 tones and 3 semitones, the second 4 tones and 1 semitone. 3 tones and 3 semitones. 


semitone chromatic, 
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Diminished Fourth. Perfect Fourth. Augmented Fourth. 


+e- 1 tone and 2 semitones. Oo 2 tones and a semitone. 3 tones. 


Augmented Fifth. Perfect Fifth. Diminished Fifth. 


3 tones and 2 semitones, the 3 tones and a semitone. 2 tones and 2 semitones. 
2d semitone chromatic. 
Diminished Fifth. Perfect Fifth. Augmented Fifth. 


——— —_ See ——————_— ui _ — —_ 


-@- 3 tones and 2 semitones, 
the 2d chromatic. 


Diminished Fourth. 


Oo 2 tenes and 2 semitones, Oo 3 tones and a semitone. 


Augmented Fourth. Perfect Fourth. 


——_——$— 


3 tones. 2 tones and a semitone. 1 tone and 2 semitones. 
Minor Sixth, Major Sixth. Augmented Sixth. 


-@- 4 tones and 2 semitones, 
the 2d chromatic. 


Minor Third. Diminished Third. 


or 3 tones and 2 semitones. = 4 tones and a semitone. 


Major Third. 


eee Sp TLCS ae CTRPAET ERY < PRA IES yeee 


2 tones. 1 tone and a semitone, 2 semitones. 
___ Diminished Seventh. Minor Seventh. Major Seventi. 


+e 3 tones and 3 semitones. 


Augmented Second. 


“G- 4 tones and 2 semitones. 


__Major Second. 


5>————_——_— 


ae 


l1tone. 1 semitone, 
Octave. meee 
— The semitones which 
Oo 5 tones and 2 semitones. are not designated are 
Ses A See ee ea Te 
Sd ee 


The other intervals, which Wont be set down, are not in use, or, at most, very rarely. 
It is important to know by heart, and above all to understand, of what the intervals are 
composed, and what is the character of the semitones, whether chromatic or diatonic. 

The pupil has here a rule which will aid the eng of the inversions. Itis simple 
and easily applied. 

Rule.-—Add the interval to its inversion and the sum must be nine. 


EXAMPLE. 
Unison is represented by the The “ Second” is repre- The “ Third” is repre- 
number ery 1} _ sented by 2|_ sented by 3 
_ And its inversion is the number S\Its inversion by 7\Its inversion by 6 
Sum 9 Sum 9 Sum 9 


And thus with all the others. 
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KEY TO THE DIFFERENT INTERVALS. 


Ir has been noted that there are eight kinds of intervals, vary- 
ing by a semitone, more or less. ‘T’o learn these is very difficult, 
‘but I here present a key, the use of which renders the acquisi- 
tion certain and lasting. 

All the natural intervals in the major gamut: 


--—— 1 8 oe 
meen SEE 
__MAJOR. | MAJOR. PERFECT. PERFECT. MAJOR. MAJOR. OCTAVE. | 
SRE 1 EG 2 NN yf Ay 
a 
—--g, ft oe tt _—- —_—__At___ 
-- -@- -- a -- -&- oe 


These are major intervals, with the exception of the fourth 
and fifth, which in French are commonly termed “juste.” ‘The 
word is translated here “perfect.” They may be otherwise de- 
signated as fixed or unalterable. 

By raising the major intervals a semitone they become auq- 
mented ; by lowering them a semitone they become minor; and 
two semitones, they become diminished. 

The perfect or fixed intervals cannot be either major or minor: 
they are augmented by raising them a semitone, and diminished 
by lowering them a semitone. ‘This is shown in the examples 
of the different intervals given in the preceding tables. 

I have found the rules here stated of great utility in teaching 
the intervals, and I recommend to the professor to adopt them. 
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sey FO CES VUMDAR OF TONES AND SEMITONES IN 
THE INTERVALS. 


Sti<ivrs having dificulty in remembering the components 
of all the ‘n‘ervals, it will suffice if they learn perfectly the 
three prin }sal, nemelvy :—-the major ‘third, composed of two 
tones; the periect fiftl, eomposed of three tones and one semi- 
tone; and the octave, composed of five tones and two semitones. 
The other intervals may be referred to these three, and thus be 


retained. 


OF ACQUIRING 1H INTERVALS IN SINGING. 


THe intervals, which it !s most ‘mportant to attain in singing, 
are found in the following enords, 


ston mi ie sido 

Sti EID gh LNA MPL 

eS aie aie, eT 
& — a—-— 
-O- -&- -- 


In the Ist of these chords are the intervals of the third, the 
fifth, and the octave. In the 2d, are the fourth and sixth: in the 


3d, is the minor seventh. 


Formula. sae ea 


C= 34 Sth S8vo, mH 4th 6th 
ee ae a ee, 


7th minor. 
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The intervals besides these, are the minor third and the major 
seventh. 


& Minor 34. &- Major 7th. 


These two intervals the pupil may easily acquire, by descend- 
ing from the major 3d a chromatic semitone, to make the minor 
3d; and by descending from the octave a diatonic semitone, to 
make the major 7th. 


“= Minor 34. -&- — Major 7th. 


By similar means other intervals, as the augmented and dimin- 
ished 4th, 5th, and 6th, may be learned as soon as the pupil is 
familiar with their formation by the study of the foregoing 
table. 

The teacher will do well to familiarize the pupil’s ear with the 
intonation of each of these chords separately, expressing the in- 
tervals which compose them by the names of the notes and in 
changing the bass. 


1st chord. 2d. bo- 3a. 
a a le 
Oh 5 —_—_ — $5- 
Example. — oF Oo 
v de 
are tases eae IS Ie EL | hee TIEN 
sol si re sol lab reb fa lab mi solx si re¥ 


The same with the other chords. 
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NEW SERIES OF INTERVALS WITHOUT RECOURSE TO THE 
NAMES OF THE NOTES. 


No. 16. Moderato. 
EXERCISE 


IN 
SECONDS, 


No. 17. 
EXERCISE 
IN 
THIRDS. 


- Same movement for this series of intervals 


4 C 
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No. 19. 
EXERCISE 
IN 
FIFTHS. 


* Be sure that the intervals from m1 to ra and from sz to po are true. 
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-@- -o- 


No. 20. 
——== SSeS SS 
IN eee SS ria Pca y= cas. 
SIXTHS. —_—— i r GN 


This exercise may be accompanied in unison to assist a per- 
fect intonation. 
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No. 21. 
EXERCISE 
IN 
SEVENTHS. 


EXERCISE 
IN 
OCTAVES. 


No. 23. 
EXERCISE 
IN 
NINTHS. 


* The interval of the major seventh is very difficult to reach exactly, and too much 
pains cannot be taken in acquiring the true intonation of it. 
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OF TIMES. 


THERE are three kinds of time; that which has two beats in the 
bar, that which has three beats, and that which has four beats. 


Double time. 2 time. 3 time. 3 time. Common time. 


— $$ 5 ——_- “—r—> ———- er aT = — + 
§ time. $ time. +? time. e -—-time. 
4a 1 3 


Po =Eé co. oe 


aL Ey at we O—S— 


The Bar is a straight line drawn across the stave. ‘The 
space between two such lines is also called a bar: and the value 
of the notes or rests contained in it, is indicated by the Time- 
figures following the clef. 

The times which are noted by a simple fraction are easily 


understood. 

The lower figure signifies the division of the semibreve into parts, and the upper 
the number of the parts in the bar. 

If the lower represents 1, it is the whole semibreve; if 2, the half of the semibreve, 
ora minim ; if 4, the fourth of the semibreve or-a crotchet; if 8, the eighth of a semi- 
breve, or a quaver; if 16, the sixteenth of a semibreve, or a semiquaver. 

2 time has two-fourths of a semibreve; that is, two crotchets in the bar. 3 time 
has three-fourths of the semibreve; that is, three crotchets in the bar. © time has six- 
eighths of the semibreve; that is, six quavers in the bar. 12 time has twelve-eighths 
of the semibreve; that is, twelve quavers in the bar. a time has three-eighths of the 
semibreve ; that is, three quavers in the bar. 

In compound time, the upper figure is composed of treble the first of a simple time, 
and the lower figure of double the lower of a simple time. 


Example.— % is a simple time. 


This time compounded becomes = treble of Z. 


double of 4° 
_ When the upper figure of any time is an odd number, there are three beats in the bar. 
When the figures are even numbers, there are two beats, except 2 and 4 (or come 
mon) times, which have four beats. 
Let the pupil observe that the value of every beat in compound time is one-half 
more than in simple time. Thus, if two crotchets make a bar in simple time, three 


are required in compound time. 
The following table illustrates this rule. 


ier 
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OF TIMES, 


WITH COMPARISONS OF THE SIMPLE AND THE COMPOUND. 


Times or Two Bears. 


ane Ao aaa” awe am 


tae iBEe issereSs=se=! 
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In ancient music there were other times not now in use; for 
example, 233. ‘The time 2 is still employed occasionally. 

The pupil will remark that the semibreve rest is used to ex- 
press a silent bar, both in simple and compound times, whether 
the bar be more or less than the semibreve. ‘The rest indicates 
silence through the whole bar, whatever may be the time. 

This rule does not apply to the division of the rests. ‘Thus to 
express a rest of half a bar in 2 time, a crotchet rest is used and 


not a minim rest. ‘The same remark applies to all other rests. 


MODE OF BEATING TIME. 


TWO BEATS. TRIPLE TIME. COMMON TIME. 
%% 
) 
e 24 
%B 
n 9, 
‘ | = ? » 
a 2, 
a g 2 
ro) . Be ct 
4 | 5. 3d beat strong. 
% 2 g —>—___— 2m 
o = ct 
pA we a 
a 4 
n o (o) Ne n 
gq Q 5 . t 
° so os Ve oO 
a R %% =] 
~ : “2 . oa 


a 


‘The strong beat indicates the accentuation. 


I cannot too earnestly recommend to the professor the greatest exactitude in beating 
time. It is requisite that every beat should be precise and decided, without any waver- 
ing or irregularity in the motion of the hand. Equal care should be taken to preserve 
the same interval throughout between the beats, so that the time of the piece may not 
vary. Attention to this rule enables the pupil to regulate his singing by the movement 
of the hand, (as of a metronome,) and not the reverse,—to regulate the movement of 
the hand by the singing. 


Moderately BOO» ig 2 Guten 
No. 24. sein] 
= === SS 
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-o - 
When the pupil can sing these lessons, the teacher should 
‘make him write notes with the names under them. # 
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Moderately slow. 


Ne: 2. 2 tn a ei i al 
a SSE SS See se 


Stop the pupil frequently in the course of this lesson, to be 
assured that he follows the notes, and is not repeating by ear. 


Moderately slow. 


= Sat LORS Lh | ee 
No. 27. “V i s STAR Fl 
eee ee eee eee = 
G) rapa ioe o-stata-at an 


y 1D we 
iy ae 7 aoe 
WY ria = 
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Give the pupil for an exercise the writing of the gamut in Do, 
ascending and descending; make him observe that the two semi- 
tones are from Mi to Fa, and from Sz to Do, and show him that 
in the gamut of every key, the intervals from the third to the 
fourth, and from the seventh to the eighth notes are semitones. 


OF THE SHARP #, THE FLAT hp, THE NATURAL §. 


If the keys of a piano are observed, it may be seen that be- 
tween every two forming a whole tone, there intervenes a key 
which is higher than one and lower than the other. This key 
between the two does not take a distinct or independent name, 
but is designated both by the one above and the one below, 
being called the sharp of the one, and the flat of the other. | 

To designate that a note is made sharp, that is, raised a semi- 
tone, this mark (#), called a sharp,.is placed before it; and to 
make a note flat, that is, to lower it a semitone, this mark (b) 
is placed before it. ‘To counteract either of these marks, that 
is, make the note as it was originally, this mark (4), called a 
natural, is placed before it. 


Do natural. Do sharp. Do natural. Re natural. Re flat. Re natural. 


These three marks or signs #, b, 4, are called accidents, 
because they accidentally change the sound of the notes. 

If to the diatonic scale on the keys of a piano the sharp and 
flat keys be added, it becomes chromatic, which consists of suc- 
cessive semitones. 
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PLAN OF AN OCTAVE ON THE PIANO. 


DIATONIC SCALE. 


i Sharps. 
em ng | DO DO# RE RE# MI FA FA# SOLSOLHLALA# SI Do 
tone. 4 3 3 4 3 4 3 3 2 abe 3 
By Flats. Riga Saat Jae 35 oe Be SL gl 
y ats a Kai be ge baka Pe #e 
9 ba Ro Ty Te TT Dat aT ge Ge Pe 
DOREb REQ MID MI4 — FASOLb SOL4 Lab Lay sib stk DO 


It is usual to write the chromatic gamut with sharps in ascend- 
ing, and with flats in descending. 


——— 
eh “S¥e _S¥o SS 's ehs She- a eet 
—— ee 


EXERCISES IN READING THE SHARPS AND FLATS. 


a eS SS SS 


Let these gamuts, ascending and descending, be learned by heart, and in order to 
facilitate the study: observe to the pupil that between the mz and the ra, and between the 
sr and the po on the piano, there are no black keys. 

Thus in ascending the chromatic gamut of po, all the keys except mr and sr have 
sharps: and in descending all have flats except vo and ra. 
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‘COMMON TIME, OR FOUR BEATS IN THE BAR. 


In common time a semibreve fills the bar, and there isa crotchet 
for each beat. 

Let the pupil understand that the sharp raises the note a 
semitone. 

This time may be marked 4, that is, four-fourths of a semi- 
breve, or four crotchets in the bar. 


No. 28. Moderato. 


LESSON = = rere ih | 
| === 
—1—_|—__- 
‘CROTCHETS. pee aot 


* The sharp raises the note a semitone. 
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Moderato. 
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No. 30. Moderately slow. 


LESSONS IN ae — 
MINIMS AND it be —— ia Wi vai one wise == 
CROTCHETS. ebtitiineas ta pele =F Ste i selon 


a 
wy 


SSS == Ss 


! 


pases: 
=e Se 


Se 
SS = 


At each lesson the pupil should be taught some prznczple, and 
should review what he has learned. No new lesson should be 
commenced until the preceding is thoroughly known. 
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Moderately slow. 


* The flat lowers the note a semitone; it is the opposite of the sharp. 
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Moderately slow. 


ack, a ee OMS he EI ae did i atinottnadh. paste “ 
os epi = eee 
AND MINIMS.-¢7——— =O 
pe 
SS Cae 
SS ee 
Si aS A 


a -o- 


SS ee 


In order to practise without the aid of the teacher, the pupil 
should be made to read the lesson, beating time and naming the 
notes, without singing them. 
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ae slow. 


No 3. — eos MY Ser 
ase err Soo 
i ied 


===! SESS SSS Se= 
“—- pind ee: aig ee SS=se— 


Suge aa Pai § aN Rat: Semmes Srey 
Sa 
= 


ae aa ee eo ee 
Canada aT PSY EE . Jee MS 
= Sa ae 


= ls ee ee 
J 


D2 
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| REVIEW OF THE PRECEDING LESSONS. 


Moderately slow. — 


: = = ae 
P 


Make the pupil analyze the bars, that he may know well the 
divisions and the complement of them. 
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Note well the beats throughout this lesson. 
Moderately slow. 


No. 35. 


> ae S25 a 


rend. (3549 ae aie Sis a ee 
SS Raa oe -3—e ot 


ane ie OY Ed ee * 
AE Sipe ius eo coe, ee AS RE 


A ier having said this lesson in common time, let it be repeat- 
ed in } time. 
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OF THE DOT 


A dot added to a note or rest increases the length one-half. 


i 
The semibreve rests and the 
minim rests are not dotted. 


If a third dot is used, its value is half of the second. 
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As the dot increases the length of the note one half, a dotted 
minim equals three crotchets. It counts, therefore, three beats. 


Grazioso. 


No. 36. 

LESSON IN 

THE DOTTED 
MINIM. 


lf the pupil has difficulty in learning these lessons, he should 
-be made to analyze the time. 


46 THE A B C OF MUSIC. 


Observe that here the dotted crotchet equals three quavers, 
and that consequently the hand must be raised at the dot. 


Moderately slow. 


No. 37. f 
LESSON IN Ee ee 
DOTTED 
CROTCHET. | 


Observe that this lesson is similar to the preceding, except 
that crotchets take the place of minims, and quavers of crotchets. 
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Moderately slow. 9 sant oi 
No 38. 
j yee mma Ee 
ay _ 7 aque eu Wr east —) mas - 
AW, —— - 
C % Ay o- —-aa 


£ C ed bee Bees pay 


I recommend that the value of the notes be analyzed, in order 
to divide the bar perfectly and beat the time correctly. 
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OF THE SYNCOPE. a 
The syncope is the union of two notes blended together, the 
second being a continuation of the first, with a deat between 
them. When the syncope operates from the end of one bar to 
the beginning of the next, it is marked by this sign ——, 


Examp.e. (‘pees 2 st 


This syncope is in its regular form. It is also written in 
unequal divisions. -- 


The same inj 
triple time. 


THE A BC OF MIsIC. 49 


‘No. 39. M oderato. a ; ie : 


LESSON FOR THE se Ties = = 
sTUDY oF syNnco- ({)_2 1 2 oe ae co 


PATED MINIMS. - 


e-em: 


aia cicero e 


Byes 


a ere _ aes 
= SiS 


This is one of the great difficulties in elementary music. If 
the pupil cannot at first overcome it, pass it over, and return to: 
it afterwards. Mark the syncopated note strongly. 

7 i 
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ay Allegretto.g 


LESSON FOR THE 
STUDY OF SYNCO- 
PaTED CnoTCHETS. 


The, same example as in Exercise No. 37; the crotchet takes 
‘the place of a minim. 
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Make the syncopes emphatic. 


Moderato. 
Wo. 41. nece| 
OTHER oT 
SYNCOPES. a = sara a vey eet 
P 


esi Sat 
: aes Ss 
. = =e 


; 

F ~ Tad 218 ae aha 
im ~ bide |— a a ee: oak Gertor, + 
Pa a, PRE i -@- ee @& = 


Let the pupil sing this exercise twice; the first time as it is 


written, the second in = time. 
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Sing this lesson both in $ and in $ time. 


OF THE FORMATION OF THE MAJOR GAMUT. 
Observe that in commencing the gamut of do on any other note 
than do, the intervals of five tones and two semitones, pertaining 
to the formation of the diatonic gamut, are no longer followed 
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———— — —  — —_—_—_} tone, 


————__1 tone..—- 1 tone 
Model Gamut. PMR PRR TEM § 
yr htone: 3 tone. Rc - a 
—— e ° e e e 
e e se e s 
e > e e e 
a e e 
* 3 tone.—*1 tone.—* itene. « 1 tone. 1 tone, # tone. OQ. 
Imitation Oo 
Beginning on sol. PEE ¢ EEE, 2b BEE 
e e e e e 
2 e e e ° 
e e e e 
a * 1 tone.— 1 tone. _sitone. ‘ e ¢ tone. i 
Imitation —_—_—_—_—___—_1 tone.—+4 tone a 
Beginning on fa. 1 tone. a) Q—_-— ———_—_- 


In these imitations, in order to make the intervals relatively 
the same as in the gamut of do, it is necessary to make the fa 
sharp in the gamut of sod, and the s? flat in the gamut of fa. 


EXAMPLE. 


Gamut in do major. 


Gamut in sol major. 


Gamut 1s fa major. 


But it is customary to place the accidents after the clef. ‘They 
then become the characteristic sign of the key, and they are 
not repeated in the course of a piece, except when temporarily 
suspended by the use of a natural. 


> Key of do, only the clef. Key of sol, a sharp on FA. Key of fa, a flat on st. 


And so with the other gamuts. 


fa do putt la si si mi la re sol do fa 
. same 4 he Dah 
02, SCRE peer aaa 

1. Sa 3) 4) 5 1° 3°32 13), 4 eS 
The sharps ascend by ha! The flats ascend ty fourths. 


E2 
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Let the sharps and flats be learned by heart so that the pupil 
may repeat them rapidly. 
_ Observe to the pupil that the flats are placed in an order the 
reverse of the sharps. Observing the example, it will be seen 
that the first sharp becomes the last flat, and the first flat the 
last sharp; and so of the others. 


TABLE OF GAMUTS, 
WITH SHARPS AND WITH FLATS. 


WITH SHARPS. WITH FLATS. 


xs pero be 
of votb ————— ro Ht 
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RECAPITULATION. 


The first sHarp is placed on fa, the second on do, the third 
on sol, the fourth on re, the fifth on a, the sixth on mz, and the 
seventh on st. ‘The second sharp is never placed after the clef, 
without the first, nor the third without the second and the first, 
and soon. The last sharp is placed on the seventh note. Thus, 
when there is one sharp, it indicates the key of sol, the octave or 
tonic of which is one semitone higher than the senszble note. The 
seventh is thus called because it makes the ear sensible of the 
want of the tonic or key note. 


7th note. 7th n. 7th n. 7th n. 7th n. 7th n. 
' 


7th n. 
#1 


ey of Do. Key of Sol, Keyof Re, Keyof la. Keyof Mi. Key of Si. Key of Fa #. Key of Do 2 


The last flat is always placed on the fourth note of the gamut 
of which it designates the key ; and the next to the last flat always 
indicates the line or space to which the key note belongs. 


4th note. 4th n, 4thn. 4thn. 4th n. 4thn. 4thn. 


bp PAP 


e@ e 
Key of Do. Key of Fa. Key of &h. Key of Mib. Key of Zab. Key of Reb. Key of Sob. Key of Dob. 


It may be seen that the sharps are added by ascending fifths, 
and the flats by ascending fourths. 


REVIEW OF THE RULE RESPECTING SHARPS. 

The last sharp after the clef is placed on the sensible note. 
The key of sol having one sharp, that sharp is therefore fa #. The 
key of re has two sharps; the latter of them is therefore do 7. 
And so of other keys. 


REVIEW OF THE RULE RESPECTING FLATS. 
The flat next the last is on the same line or space with the key 
note. With two flats, the first (which is in that case next the 
last) is on the line of st. The key note is therefore seb. With 
three flats, the next to the last is on the space of mi. The key 
note is therefore mt b. | 
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This rule is invariable up to seven flats. 

It is only necessary to remember that one flat indicates the 
key of fa major. 

The professor should feel assured that the pupil understands 
the meaning and relations of the tonic and the sensible note. 


Note.—The experience of every teacher of children proves 
that they learn rules in rhyme more readily, and retain them 
more certainly, than in any other form. ‘The following may be 
adopted to impress the flat and sharp keys on the memory. 

[F. DJ 


RULE FOR THE KEYS WITH SHARPS. 
No sharps nor flats belong to Do: 
One sharp the key of SOL must show; 
Re has two sharps, and La has three, 
In mi are four, and five in st; © 
The Fa-sharp gamut must have six, 
And for po-sharp all seven prefix. 


RULE FOR THE KEYS WITH FLATS. 
Fa-natural one flat must take. 
Two flats the key of si-flat make ; 
Mi-flat has three, and La-/lat ne 
And with Rz-flat count still one more: 
By six the sou-flat scale is known, 
And do-flat makes all seven its own. 


No. 43. THEME. 
Moderato. 


es es eS 


1st Variation. 
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, 5th Var. (In syncopes.) ow Ae 5 


6th Var. (In syncopes.) 


—_ — 


— ere 
a —- -/. 
7th Var. 
8th Var. a: 
a = ELM 
9th Var. 
a He 
i ae 
a ata 
10th Var. 
ee wi 
—— eo 
= 2 E 
ene Talli 


If the teacher finds some of these variations difficult for the 
pupil, they may be passed over for the time, and resumed at a 
later period. 
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Moilerato. 


| Beisesmseeirserses= 
(224 SS eS 
SS 
Ssh == rSos= = 

St 
ral = gat =F 


lessons, play them with the right hand, taking care to keep the 
time perfectly. 


OF THE MODES. 


Mobe signifies the relation of the tones in a gamut. The 
tones are major or minor. The characteristic difference between 
the major and minor is the nature of the interval from the first 
to the third note of the gamut. If that interval forms two whole 
tones, that is, a major third, the gamut or the mode is major. 


eS eee SS | eee eee 
1 tone. —— 3 tones, —tf 
- . 


oe 
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If the interval forms only a tone and a half, that is, a minor 
third, the gamut or mode is minor. © 


CEN | RSLS CE 


1 tone. $ tone. 


The minor gamut is based upon the model or major gamut, 
differing in certain intervals. 


tone. 


Major Gamut. 


-O- 
Minor Gamut. —— 
3 tone, 


In ascending the minor gamut these intervals are modified, and 
the seventh (sensible note) is made sharp. 


1 tone. tone. - tone. 
fc) 
= ee age 
7th sensible. 


The interval from fa to sol# sounds harsh and abrupt, and is 
besides very difficult to sing, being a tone anda half. On this 
account it is approximated to the seventh by a semitone. 


But in descending the minor gamut should invariably consist 
of the notes of the major gamut. For this reason /a minor is 
said to be the relative of the key do major. And so every minor 
has its relative major key, and every major its relative minor. 
The relatives have always the same number of accidents placed 
after the clef. 


DESIGNATIONS OF THE MAJOR KEYS, AND OF THE RELATIVE MINORS, 


De major mode. 


The model gamut has no 
accidents-after the clef. 


Ia minor mode. 


The minor gamut in la, 
which is derived from 
it, has no accidents. 


WITH SHARPS AFTER THE CLEF. 


With one sharp the key 
is sol major, or 


sts relative minor, which 
is mt minor. 


occ! 


With two sharps the key 
ls re major, or 


arma“ bareeen 


its relative si 
minor. 


el 


With three sharps the key 
is Ja major, or 


Ja# minor. 


\ cremereetieememe 


en © 


With four sharps the key 
is mi major, or 


do # minor. 


With five sharps the key 
is st major, or 


sol # minor, 


bd 


With six sharps the key 
is fa # major, or 


ve # minor. 


With seven sharps the 
key is do + major, 


or fa # minor. 


eo 


a on —memmnntiiees seme, 
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RELATIONS OF THE MINOR AND MAJOR KE\S. 


WITH FLATS AFTER THE CLEF. 
Ja major. 


With one flat after the 
clef the key is fa major, 


or its relative which 
is re minor. 


With two flats the key 
is sth major, or 


sol minor. 


With three flats the key 
is mt |) major, or 


do minor. 


lab major. 


bapa 


— ——- —- — —_——_ —— 


With four flats the key 
is lab major or 


fa minor. 


Ja minor. 


e 


With five flats the key 
is teh major, or 


stb minor, 


eo fa + major. 
eo— 


With s'x flats the key 
is sol major, or 


mib minor. 


r= Z & major. 
om 


With seven flats the key 
is dob major, or 


lab minor. 


| SE ERE: Pe ty 
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OF THE DISTINCTION BETWEEN THE MAJOR AND MINOR MODES. 
The signs following the clef are not sufficient of themselves 
to show whether a piece is in the major or the minor mode. 
It is necessary to look over the piece and find the notes form- 
ing the perfect chord ;—that is the chord of the tonic—being the 
key-note, the third and the fifth. 


Perfect major chord. SSeS aes 
eee omen) memes 
tip Fa 

-O- . oO 

Perfect minor chord. et 

| —__—_—_—_—_—_9——9 


$e 
The melody or the accompaniment should indicate one or the 
other of these chords. 
The teacher should strike major and minor chords frequently, 
and ask the pupil to distinguish them, in order to make him sure 
of the major and minor thirds. It may be observed that the 


The minor chord has a more sad or melancholy effect. 


sol major. re major. la major. 


Yerfect chord of 
do major. 


Perfect chord of 
minor, the 
relative of do 
major. 


fa major. 
1 & 


TT," _ O_ tA + 
p——_ #9 -He— 


re # minor. 
Kaan BAY Kis 
tt fe 
ee eee | ee 
O 


Observe that the thirds of the relative minor chords are minor, 
and the thirds of the major modes are major. 
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fa major. 7} sai b major. 


Observe that the third major is composed of two tones, and 
the third minor of atone and a diatonic semitone. 


GAMUT OF LA MINOR, THE RELATIVE OF DO MAJOR. 


This gamut, being above the compass of a child’s voice, should 
not be sung. 


LESSON IN LA MINOR. 
P Larghetto. 


Let it be remembered that this lesson is in la minor “and not 
in do major, because the sol, which is the fifth note of the key of 
do, or the sensible of the key of Ja, is sharp. 

The rule which has been given should also be borne in ibd 
The accompaniment of the first bar must have /a in the bass, 
and do, mt, da in the treble, which gives the perfect chord of Ja 
minor.t 

To be in do, there should be do, mt, and sol natural. 


* Sustain these three las without repeating the word. t See large edition 
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OF THE REPEAT. 

The sign of a repeat or return, % placed in any part of a piece, 
requires that when it occurs a second time, so much of the piece 
should be repeated as follows from the first sign to the word 
Fine, (Italian,) signifying the end. The words al segno are some- 
times placed over the sign. They mean “to the sign.” 

“indante. § 


Take care of the intonation of the sensible, that it is not too 


flat. 
No. 47. THEME. : 
ndante. eres Saar ° 
ate 20 bleh re al had ott — 
ee eee a 
1st Var. ay % 
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5th Var. 


+4 : 9 
eae Ras 


fie aie 


~e 7 
With these variations, as with those of No. 43, pass over the 
most difficult, if necessary. 
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LESSON IN SIX-EIGHT TIME. 


, , Ca 
The © time is composed of ~ time. 
8 p 4 


Andantino. 
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EXERCISE IN Q TIME. 


This lesson is in do; and Ja minor is discontinued. The 
accompaniment has therefore do, mz, sol, and the sol is natural." 


Andante. 


ee — 
y eee 
‘ 2 bay = RM EK ES 
‘(j}—e- ae Be er B — et 


* For the accompaniment, see large edition. 
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OF THE LEGATO AND STACCATO. 


‘The word Legato in Italian signifies bownd, or united. The 
sign of it in music is the same as that which is called a slur in 
English. It is the same sign as is used with syncopes, but its 
effect is different. The Legato sign may embrace many notes, 
but the slur used with syncopes binds only two notes in the 
same range, the second of which is not separately enunciated. © 


EXAMPLE OF THE LEGATO OR SLUR. 


The Staccato sign (meaning detached) is indicated by dots, 
and shows that the notes are to be separated. 


EXAMPLES OF THE STACCATO. 


It will not be sufficient to explain these signs to the pupil. 
They must be learned by practice. 
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LESSON FOR THE STUDY OF DOTTED QUAVERS. 


Separate the semiquavers clearly but delicately. 


Moderato. 


No. 50. 


_,_ a _9 ores 
(253 a= Saas goes 
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TRIPLE TIME. 


Moderato. 


Let the triple time be here studied before the lesson is sung, 
and the three beats be well marked. 
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Moderato. 


No. 82. was ba bc ate eae a as 
Ane ye ee x w . 


eS se 


Execute for the pupil some major and minor melodies, and let 
him understand the difference of their intervals. This should 
be acquired by the ear independently of theory. 

Make this effort after the major and minor chords on pages 59 
and 62 are appreciated. 

I regard the comprehension of these differences as incontesta- 
- ble evidence of the pupil’s progress. 
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OF THE TRIPLET. 


The triplet is a group of three notes which must be executed 
in the time of two. It is usually indicated by placing a figure 3 
over the three notes. 


Sometimes a kind of double triplets is employed. The 
figure 6 is then used. 


o O29 O 


eae : 


It should be observed that the sixes must be divided into two and two, and not 
into three and three. Many musicians violate this rule. I would cite particularly the 
beautiful quartet in Moise, in la flat, the accompaniment of which begins aa 


nae PEarSEr eee = = 


pee, 


aS pe 


PSs ee see 
These groups should be divided as if they were in ry time, the accent falling on the 


rest, the mi and the Ja, and not on the do above, since with the latter accent the groups 
become simply double triplets. 
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LESSON FOR THE STUDY OF THE TRIPLET. 
Allegretto. 


ee aS Bairedscesireeare 


3 


‘ 
=e 
Bee a a 

Sse See ee ae cena 
Se ge re ers Oe ae 


eo 


It sometimes happens that the figure 3 is not put with the 
triplet. ‘The reader’s knowledge must.supply the omission. 
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To commence properly an incomplete bar, we count the beats 
which are wanting, and mark with greater emphasis the one cor- 
- Tesponding with the last beat of the bar. Thus in the following 
example, we say or beat 1, 2, 3, 4, and then sing the quaver da. 
The same method applies to all pieces beginning with incomplete 
bars. 


1234 Moderato. 
ia Gee Sa > 
-C-e-t- ant ete ik ae al 
Sis a RAN CA om o 3. coe 
P 


, te = BEE 
3 


! m9 U 
os Same sor — 
i a oS = srr sioercss ar 
—8 gle J — Fh Si ad hi OR" WMP, 


tog Eas 


Spear 


se See Senet a6 TNO i aL 
iaeracreicer rc) oo oe af eee erg? e oo 
a’) 


aa tz 


— 9 z ecm 8 ———_—--# 
Hie tea id Se ee 
Boe tele tego teo|o PoE 


The silent beats in the beginning need not be counted. 
The professor should practise the pupil in both methods. 
10 G 
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VARIED GAMUT. 
NO. 55. ASCENDING GAMUT. 


= 


ioe 


enon (In aa ke 


S=Sisoaie= 
el sath ae Fics eS 
phe olails= eae serie 
—— Freee Pera Pines Cee cee 
Ae ae 


HEBEre - rede zs Sapir eera= o— me parser sae eee “oP ina a 
eo 5: =f apse eraaed ida: ePee qdgaza Pipe : ~f 


These variations through two pages make one lesson as in No. 43, 
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SAME LESSON. 
DESCENDING GAMUT. ’ 


; tiie vs ath, WAS AS si scineep locales cnincchniielaame sk ee 
———— —=s =-=5-=|=== — ——— 
2 cee orem em mere ois aoe a TTT OPT res EN 


Ee es ed de ee 
Gea Sa sell 


nsyncopes.) __ 


raya aes rane RRC eS Fare eee 


__ 9th Var. (In syncopes.) =D =; pe 
Garett epealved tea tae el 


Take breath af the signs of the apostrophe. 
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OF SOUNDS, AND THE LINES ADDED TO THE STAVE. 

Musica sound is simply the result of the vibrations or oscil 
lations of elastic and sonorous bodies, when these vibrations occur 
with sufficient rapidity to be appreciated by the ear. 

The air, which is itself the most elastic of substances, receives 
the vibrations of sonorous bodies and conveys them to the ear. 
It is this regular motion of the air which determines what is pro- 
perly called musical sound. The pitch of a sound is always in the 
inverse ratio of the vibrations. ‘Thus, the fewer the vibrations 
of a sonorous body in a given time, the graver or lower is the sound ; 
and the greater the number of vibrations, the sharper or higher 
is the sound. 

The lowest sound which the ear can distinguish makes about 
thirty two vibrations in a second. It is thus exhibited: 


: eee! 


-@- two octaves below this. 
The highest note appreciable by the ear makes sixteen thou- 
sand three hundred and eighty-four vibrations in a second. It is 
thus exhibited : 


<2. two octaves above this. 


All sounds or notes are divided into nine octaves, of which the 
lowest and the two highest are not in ordinary use. ‘Those which 
occur in practice are found between these two extremes. 

oO. 


a 


— 


i 


In order to note these sounds, five additional lines above, und 


five below the stave, are used. These lines are called ledger 
lines above and ledger lines below. 
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It has been remarked, that in the stave there is an interval of a third from line to 
line, or from space to space. The same rule exists in the ledger lines. 


EXAMPLES. 


3d. 
In the first example above the line, from fa to la is a third; and from la to dois a third, 
In the second example below the line, from mi to do and from do to la are thirds. 


EXAMPLE. Se on 18 mi do la fa la do misol 


sol si re fa la do mi sol mi do la fa-re si sol ey! ee Seg 
ta 
SIGN OF ADDITIONAL NOTES. rae 
: SCRE ce a ed 1 le pete 
«ead Ana aaa aaa Md i Sac | Ui A 
Ca aaaniLar et byte fat obit oo ee 


In instrumental music, when a series of many high notes occurs, they are written an 


octave below, thus: 
WRITTEN. Svo. 


~ EXAMPLE. 


After using the sign of the octave (8vo), when it is necessary to return to the actual 
pitch, the word “loco” is used, signifying place ;—that is, the true position of the notes 


EXAMPLE. 
8vo. loco. 
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OF THE PAUSE (POINT D’ORGUE) AND OF BARS’ REST. 
Bars are filled with notes or rests; but if there is silence con- 
tinued through two or more bars, it is expressed either by signs 
or by figures as shown below. 


RESTS. 


Of half a bar. _Of a bar, 
peg NEE 
Of 2 bars. Of 4 bars. Of 23 bars. 
EN ese 


The bar is sometimes extended or prolonged by placing over 
a note a sign, usually called a “ pause” in Einglish, but which has 
with musicians a more definite name in the French term “ Poznt 
@orgue.” ‘This prolongation is arbitrary. 


EES See ee 


When the point @orgue is placed over a rest, it signifies that 
the length of the rest is also indefinite, or at the option of the 
performer. 

The term point d’orgue is also applied to certain embellish- 
ments or ornaments introduced by the player or singer where the 
sign occurs, or may be supposed to occur. Such embellishments, 
which must be short and in keeping with the composition, are 
usually slow at the end, in order to introduce with proper effect 
the return to the regular movement. This, when following the point 
@orgue, is indicated by the words “a tempo,” meaning in time. 

The taste and ability of an artist are particularly shown in the 
character and execution of these extempore ornaments. They 
should be introduced with caution. When judiciously employed 
they are a great merit, but a great defect composed or delivered 
in bad style. They should in fact, if used at all, be in all respects 
perfect. Simplicity should be studied in them, and they are in 
best taste when they do not task the full powers of an instrument 
or the voice. 
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OF THE CLEFS. 
There are three kinds of clefs. The clef of sot, the clef of 
Do, and the clef of Fa. 


EXAMPLE. 


The clef of son has two positions; namely, the clef of sol 
second line and the clef of sod first line. 


The clefs of po are four; namely, the first line, the second 
line, the third line, and the fourth line. 


The clefs of FA are two; namely, the third line and the 
fourth line. GS se 


In this work I design to teach only the two principal clefs, 
namely, that of so/ second line, and that of fa fourth line. Know- 
ing these, the pupil is prepared for the study of piano music. 


sido rem, fa sol lasi do re 


In actual ;..ch these two gamuts are an octave apart. But as 
the same voir~ could not execute them, they are sung in unison. 
The gamut ¢:.. the fa clef is an octave below the other. That 
on the sol cl:/ is within the true compass of a child’s voice. 


OF THE FA CLEF. 


We har seen that the method of uniting notes which are 
higher or iower than those within the stave, is by additional 
lines abcve and below it. Thus, suppose we wish to write the 
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gamut of do, descending from the lowest do in the clef of sol, as 
we have seen it :— : 


do st ia sol fa mi re do si Ja sol fa mi re do 


The reading of these notes becomes impracticable; but the 
obstacle is overcome by placing the notes in a different position 


on the stave, and by substituting for the clef of sol, (i another 


clef,—that of fa, ©: which has the low fa of the sol clef on the 


fouri line of the stave. By this means the preceding notes 
become easily readable, being within the limits of the stave, 
which itself remains unchanged. 


i Wo st fe “sola “mi re’ do sila si..ta° mimo 


meneame re: r4 
ew rae ey Duce hacker Shai tag 
ig. 7) Pe Le ae 
Oo . bn in Be: 2 i oe 
oe Rae OO 9 Bis: Ee RR 
pit PARARETIS SOASSARIGETMAVSEER © MES ZRUAEA  3s aw Sre eA 
. 8 
a 2s + Tks SELLE oF 552E SEED 
— 7 -O 
-o- 9 


do re mi fa sol la si do re mi fa sol la si do re mi fa sol la 


Before allowing the pupil to sing in the fa clef, let him study 
and write the notes in it, placing the names under them. Let 
him also make the gamuts of do, sol, re, fa, and stb, with their 
relatives, putting down the accidents as in the clef of sol. The 


notes in the following exercise in the clef of fa should also be 
named. 
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ley e0r 1a” ST do, st ta sol fa fa mi re do re mi fa 
ry i | ae ws SSR pets 
*____________6 e —-— — 
= Sees Sees 5) 
_—Q-—— So a — 
oo. sh re~fa —la--fa--re~ si sol la do mi sol mi do la 


sol la sido re mi fa sol la si do re do si la sol fa mi redo si la sol 


mre’ fe la~ do, la fa’ re si do mi sol si sol mi do 
Can 


-O- 
8 8 —2 
Se ees eee 
Fd ER Al TIE a EE AY 6 BRAS MON SC 2st 
—e—e—e—e—e oe -o 9 9g HG G2 0 6 a 9 


Sere aor et. So. Sol S01 Sol sol sol .sol la. la..la cla" la la._laela 


si re sol si re dodo sol mi do la re sol do la re sol do 


EXTENT OF THE FA CLEF. 


-9- 2- 
9-2-2 = — 
_——— vee Teed —=ff | 
ee io] —_—— —_—_ ' 
— —— — — ———7e7 
= i A a + Be 
———---5 @e 
a 
con 


do re mi fa sol la si do re mifasolla si do re mifasollasi dore mi fa 


This is the compass of pianos of six and a half octaves, but: 
pianos of six octaves descend only to the first fa. 


LESSON FOR THE STUDY OF THE FA CLEF. 


Lento. rere 
Of 9 
ay a ete te ict 
=f) aS = 
Sm, Pa e i i 
¥ ise lees Ike 
P 


do re mi fasolla si do do sila solfa mire do: 
11 
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Andante. 


heirs re mido mire do. mi fa 


solla fa mi re do re mido mire do do la 


la sol fa mi re do mire dore mi sol mire do 


mi fa sol la sol si do do si do mi re do 


GAMUT IN SOL MAJOR. 
It should be noted that this solfegge is composed especially 
for children’s voices, and I was obliged to limit it to their natural 
compass. 


Lar ghetto. — 


Nos, §=O=-2-F 


——_4--'- 


* This slur shows that the note must be continued without repeating it 


through two bars. 
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Andante. 


84 THE A B C OF MUSIC. 


Sing this lesson twice, the second time with two beats. 
When the pupil is somewhat familiar with the notes of the 
fa clef, let him study them alone, as suggested on page 40. 


Andante. o 7 7 


This lesson is an example of triple time, which should be well 
studied. See the observations on times, on page 29. 
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Andante. 
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e VARIATIONS. 
No. 638. THEM 


| Ratadecata. iS og ee PRipe.. 
et ee ee eee 


hint ie: O_o _ ~ 
eres iesiee — 
ar. nsyncopes. 


7. 


Bios ees incre 
=e 


———- p 


se C 
iat Sa ae ry Te P Witn aalia walla ca! Pee 
eeetenet tte lees 


=e ae 
ene Pea Steeherertete 


~~ 
—_—A 


Sth Var. (I+. s¥acopes.) 
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12th Var. or Abstract. 
> ed 


—— r— 


As in the gamut of sol, this is not complete, in order that it 
may be within the range of juvenile voices. 

Let it be observed that the sz must be flat in order to have a 
semitone between the mediant and the sub-dominant, that is, from 
la to sib. 

Let the pupil write gamuts in this key, that he may perfectly 

understand it. The exercises should be exemplified on the 
piano. 
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EXAMPLE OF THE GAMUT OF FA MAJOR IN THE FA CLEF., 


; ‘ hae ae 
dare -8 ied oo c tone. 


I cannot too strongly urge upon professors to have these 
gamut written in all the keys, particularly in the three first major 
keys, do, sol, and fa. 

After these let the gamuts of the relative minors be written, da 
minor, 722 minor, and re minor; with the minor and major sixths 
ascending. 


Andante. 
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Remark to the pupil that from mz to se/ is a minor third, being 


composed of a tone and a half-tone 
12 H2 
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Andante. 


om a "7 ie 
+ Sot ae etiam wat ea Ane . 

COTE Tg OR PS a Me Ey 8 EN Cer a Fi 
je A TM a Hefei SHH " 
6s lets ate 34 st 
The observations on the gamut of mz minor apply also to this 


of Ja minor. 


VARIATIONS. 
No. 68. THEME. 
Moderato. « 


[st Var. 
( « 
2d Var. (In syncopes.) 
5 asl) 
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— am = 


8th Var. (In syncopes.) 9 


Sao 


’ Let this be executed also in double time. 
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GAMUT IN RE MINOR. 
* Moderato. 


The same remarks apply to this as to the gamuts of /a and 
mt minor. 


* This gamut in re minor may all be sung, as it does not exceed the compass of a 
child’s voice. 
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No. 71. VARIATIONS. 
Moderato. | 
<5 —-e—ae +2 — +? 
1st Var. 
Sa Sr et EE =f 
 eaeieericeaie “jepterore 


2d Var. 


ee 


3d Var. (In syncopes.) 


SS Z Bee 


bree 


5th Var. 


7th Var. 
= | og 
&th aes (In syncopes.) —— 


of Var. 


Let all the variations be read or recited. 
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meth, FEN 


|: 2h SSS aS oe 


So aay a ES an eee Se ye OM SnD oo 
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Moderato. 


ie “@ gare aE fale ae deze ilteel 
eres a FAS salto 


(ics ae = cee Eine = fee tf 
(goeee cee sia = EE 
st aoaaie me, oleae 
ner re aire 


VARIATIONS. 


No. 74. ek 


Lento. 
ae a 
#O- He gO 


1st Var. a 


y per 

Af 5-0-4 DE WETS TS R, we: ‘ 
fe ™ oP a g | Oo 
a) aeeaire oe aa x ea O “ah a 


2d Var. (In jn | ncopes.) " 
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4th Var. 9 « 
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Moderato. 


No. 75. 
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Moderato. 


et eS 
CO 2 
ale 
e-2 ter ee oF ge -@-—— 
aoa Se = 
2c @ 
a ——F Pg ig? 
ah —@ -O_ a -- 8 = ee 
- Sees 
(:—|——,—_—__ C7 Se, fe 
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OF THE DOUBLE BAR AND REPEATS. 
The conclusion of a piece of music, or of a principal part, is 


indicated by two thick lines or bars across the stave, ——|[-—— 
When these bars have two points on the left, the part of the piece 
which precedes them must be repeated. —'f ——= When the 


points are on both the right and left of the bars, == 7—— that 


which precedes and which follows must be repeated. In the first 
instance the Repeat is single: in the second, it is double. 
“Andante. 


Repeats are generally used in airs with variations; but they 
are also found in every sort of composition. 
Repeats are often “a first time’ and “a second time,” as in 
this example. 
Andante. 


In this example the bar marked “1st tame” must be played. 
After the preceding bars have been repeated, this bar is passed 
over and the bar marked “2d t¢me’” is played in its stead. 
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OF THE SCALES. 


There are three scales: the diatonic, the chromatic, and the 
enharmonic. The diatonic is most used. 


——— ———— 


CHROMATIC SCALE. 
obo. 


ENHARMONIC SCALE. 


-O- 


OHO 


The enharmonic notes may be considered synonymous. 


Show the 5 il on the piano that the notes in each of these 
bars are the same, but they change according to their relation to 
other notes. 


LESSON FOR THE STUDY OF THE CHROMATIC SCALE. 


See the article on chromatics, and remember the difference in 
the two species of semitones. 
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J he ens sarey mame ee ae OS 
ig -a- -d- -@- 


Sing pzano in order to appreciate the intonation. 


LESSON EXHIBITING THE ENHARMONIC SCALE. 


In order to prove mathematically the difference between re flat 
and do sharp, represented by the same key, it is necessary to in- 
troduce acoustics. This however belongs to the higher study 
of harmony. 
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Lesson showing the use of the Rests in common time. The 
semibreve rest equals the time of the whole bar; the minim rest 
of half the bar or two beats; and crotchet rest of one beat. | 


Andante. 


(627 Le Sete eet 
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The same lesson as the preceding, with the value of the rests 
diminished one half. In 7 time the semibrevye rest equals the 
whole bar; the crotchet rest equals half the bar, and the quaver 


rest one fourth the bar. 
Andante. 


roe 8 ae ike aoe 
+ Se ee a SR, a OC ATA 8 a 
=i Sate Fs = 
—— 


PWhaterer be the time, whether 2, 3, or 4 Fecvee in the bar, the 
semibreve rest equals the length of the bar. . 
14 
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Allegro. 
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Allegretto non troppo. 


°. 4? nee or a ‘Saee 
GS 
P 
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LESSON IN 3 TIME. 
Moderato.—Legato. 


P 


THE A B C OF MUSIC. 109 


Habituate the ear of the pupil to the pitch of the notes on the 
piano. Begin by impressing upon it the note do; then do, re ; 
then do, re, mi ;—do, re, mt, fa; and so through the diatonic 
gamut. Start always from do, and afterwards practise descend- 
ing from it. The chromatics must follow. I consider this 
exercise of great importance. Patience and perseverance are 
requisite to accomplish its object. 

When the ear is familiar with the notes on the piano, the same 
course may be pursued with the notes of the voice. 


K 
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LESSON IN 2 TIME. 
Moderato. ; ° Oe 


No. &. 
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LESSON IN 2 TIME. 


Moderato. q j 

: in Sonrse: SS 
(ae 
P : 


crepes 
pices La et 


112 THE A B C OF MUSIC. 


LESSON IN 12 TIME. 


Andante. e 
Sar as esr 9 eee = aoe 
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Allegretto. 
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Moderato. 


= : P 
RP eR al ae 


meh BO basa * BA NRA Ek LAE ot 
F Pe as nd ee Ua acto 


Sing this lesson also in = time. 
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CLASSIFICATION OF VOICES AND THEIR COMPASS. 


THERE are two kinds or natures of voices,—the male and the 


female. 


The male voice is divided into three species ;—the Bass, the Baritone, and the Tenor, 
There is also a male Alto voice, which is only a high Tenor, and corresponds with the 
Contralto or low female voice. 

The female voice is divided also into three species;—the Contralto, the Mezzo So- 
prano, and the Soprano. ; 


COMPASS OF VOICES 
oo 


SOPRANO. MEZZO SOPRANO. 


“a SPO Le 
Co 
CONTRALTO. BASS. -O 
Prd « 


The Tenor is here written an octave above 
its comparative pitch. 

As appears by the foregoing tables, the Bass is the lowest and the Soprano the 
highest voice; and the others are intermediate. 

No two voices are precisely alike. As the leaves of trees or the features of men, 
they all differ in some respect, in compass, power, etc. 

Every voice should have a distinct character, by which it may be classified or named. 
Thus the Bass voice has more body and weight than the Baritone. And the Tenor is 
lighter or finer than the Baritone—and so on. 


DIAGRAM OF THE COMPASS OF THE HUMAN VOICE. 


ODO)  —E————— Es, 


SS 
oO 
FEMALE VOICE. O sata veniligell 


MALE VOICE. : ; aoe Leer oo 2—--- 


High Ten. 
True Tenor ——— 


The above diagram shows the compass that can be attained by the human voice 
when cultivated. . 
STEREOTYPED BY L. JOHNSOX & co. 


PHILADELPHIA. 
wenn errr eee 


yy ae 
WRN 
Pee 


eat Na) La 
eal mite 
Fg 


FT ican 
2 Rare a ey be 


- abhpeatatiin i == — Je pepe hy . 
~ > oe pee faa ree eS ce 
* 568 a “ - 


> 


wate! 


reeks 


.*, 
aie 


nt 


ptt 
> 


Arete 
Sheth ie 


ith oil ot! 


a 


